A face seen, a thought returned Distinguishing dance from movement may be a matter of state of mind, of invested meaning. Dance in English seems easy to define but when we get to phrases like 'the dance of desire' or 'we were lead on a merry dance' and when we try and untangle dance from stance or, in some cases, trance and the dance of an eyebrow or a look we need to carefully describe what is going on.
Zealand as a confrontation between two competing worldviews, or "myths": for Māori a renewed valuing of whakapapa and turangawaewae as centred on the marae, and for the Pākehā, "the matching myth was that New Zealand had the best race relations in the world, a verdict Pakeha politicians trumpeted at every possible opportunity.'
As with a lot of over the last thirty years literature the duality is creed and Mazer is accepting of it; Maori and Pakeha after King(2011) , Belich (2001, 2007) and Salmond (1992) and the publishing tastes of the eighties and nineties, two peoples, two points of reference with perhaps Dalmatians or Chinese gold miners as additional points to the two key identities, Maori and Pakeha.
There is a historicity involved rather like the way Japanese The latter assumption has proved to be way off course as the Asian presence in the country surpasses the Maori in the early twenty first century, Treaty settlements cease and things change so that this idiosyncratic and limited sense of historical identity, biculturalism, becomes a curiosity rather than a reality that most people in the country inhabit. This is a cul de sac, a trap, a colonial trap at that, as two elites congratulate themselves on settlements that make no The idea that the kapa Haka festivals and competitions are a way to leave out, to leave behind the non-Maori world rather Then there are the traditional notions, the old saws, of mua and muri where the past is in front and if we were to follow, say, Merata Kawharu (2011) in a recent formulation of this there might be a re-grounding of memorialisation.
Kawharu uses the notion of locale anthropologically to consider the marae. The sense of locale here is like the idea of locality as used by geographers in Development Studies and elsewhere (Clarke and Kirkby 1990, Cooke 1990 My home in our house, our whare. Kapa Haka is a way of finding one's way home.
Conversely there is the situation where something is NOT owned, as in the case described above where Mazer is uncomfortable participating in the waiata of her university. This is a field of energy and emotion that is outside of the Western or, for that matter, the Eastern tradition of performance. To speak of a release of emotion in a cathartic moment is, perhaps, to evoke a very different world from that of Aristotle.
In an excellent discussion of the to and fro at Kapa Haka festivals where the audience haka at the stage Mazer suggests that the proscenium is a frame. She discusses utu and talks about the past being on stage and the present in the audience.
While the analysis does not go into the kawa and processes of whakautu it does raise some very interesting points.
To return to the whakaeke, the entrance of groups to the stage, the idea is that you are going up. The term is taken from the entrance to a marae where the marae is elevated in the mind even if in actuality the marae concerned is at a lower level than the gate from which a group enters a marae. This gives another take on proscenium, the stage or atamira is a space that is conceptually above as well as in front of the spectator.
Another important consideration in the configuration and conceptualisation of proscenium is the tauparapara that is In the wharenui or meeting house the flow of mauri proceeds from the taha iti, the small side of the house with the door closest to it, the side of the locals, to the taha nui, the big side, the side of the visitors, speaker by speaker, song by song. Woman and women, we -whoever we are, and whatever identifications we make for ourselves in the process -might need to consider that the Native is as much a phantasm for natives as for the 'we' in this construct. We then might find looking at these oscillating constructions of Self and Other as ongoing reiterations of the masculine/feminine, nobodied/embodied binaries that perpetually trouble the way we see, and make, performances productive. Every time we touch on the body in this way, in performing an Other, or watching the Other perform, we risk burlesque, and as with burlesque's outré cousins -camp, minstrelsy and kitsch -in inversion we also see the possibility of subversion.'
Mazer takes this argument to a consideration of erotic transactions involving the body, desire and power; 'As he mimics, even parodies, Māori ritual and traditional performance, Mika reveals and revels in the construction of the 'native' in the contemporary cultural imagination. In so doing, he exposes the erotics underlying the performative exchange between performer and audience, wherever we might find it, by reminding us that performances -all performances -are built upon bodies, bodies that invite the look and bodies that do the looking. When these performing bodies are marked There is an equation here, something of an elision at least, of body and language, body and culture. Do, regarding memorialisation at base, people dance to remember, to remember a primal, visceral sense, a sense of freedom perhaps? And where, exactly, does memory, especially the memory involved in memorialisation take place? In the mind, the heart or in the body? In the viscera or in a kind of richochet across these points? Following Foote's (1997) notion of memorialisation it is a feeling of group belonging that seems most important, sometimes even more important than the thing remembered.
People in the Kapa Haka generations, since Apirana Ngata and Te Puea began to encourage astion songs in the 1920s did not, at least not always, learn the reo by sitting at home and writing letters, they gathered in groups and got to know their language by singing it, chanting it and writing songs and chants for their groups to take on tour where they would hear others who had been through similar processes.
This takes things back to the beginning of waiata a ringa concert parties in that Sir Apirana Ngata and Princess Te Puea 
